known is Des Esseintes, from Joris-Karl Huysmans' novel À rebours. He is a man without vital energy, dominated by morbid sensibility, and suffering from a secret illness that corrodes his will and impedes his efforts to face reality, thus condemning him to inactivity. 20 As Guido Baldi indicates, this man stands as a literary metaphor, both for the crisis surrounding the role of the intellectual on the eve of the triumph of industrial and capitalist civilization, and of the impotence of the individual in emerging mass society. 21 For him, suicide is a logical solution,
representing a protest against life -and not a celebration of death, as the title of D'Annunzio's novel seems to indicate. 22 The Trionfo stands at the turning point of D'Annunzio's ideological development, when the poet moved from a Wagnerian credo towards the doctrines of Nietzsche. Even though D'Annunzio had discovered Nietzsche by the early 1890s, and his ideal of the ascendant life is evident in the novel, the composer's influence is still dominant. 23 Giorgio Aurispa is indeed D'Annunzio's last Wagnerian (and Schopenhauerian) anti-hero, 24 who follows the composer's lessons according to which peace could only be found in a "burning and profound desire for death. Complete unconsciousness, dissolution of all dreams, [and] absolute annihilation. Here lay liberation!" 25 Before committing suicide, Giorgio attempts to find a solution to his existential problem in different ways, such as by seeking a superior Dionysian life in symbiosis with nature in the countryside, and in love for Ippolita. 26 Nonetheless, Giorgio's relationship with her is revealed to be morbid right from the beginning. Since Giorgio considers that the sole certainty in life is knowing that another human being lives only for him, his love is transformed into the will to entirely possess the woman (140-41).
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At first Giorgio considers death to be the ideal transfiguration of vulgarity into beauty.
After her death the woman would reach "the supreme perfection of her beauty" and become "an object for thought, a pure ideality." Only then could the man love her "without jealous inquietude, with a soothing, changeless sorrow." 27 However, when Ippolita arrives in the countryside, where Giorgio is attempting to heal himself, the man discovers that his love for her is dead. In his eyes the woman has been transformed into a "sexual being exclusively, the inferior being deprived of all spiritual value, a simple instrument of pleasure and luxury, the instrument of ruin and death"(Trionfo, trans. Hornblow, p. 198). For this reason, love becomes a burden; and instead of the solution to Giorgio's crisis, the woman turns into an "Enemy," "the Obstacle" that impedes his salvation. The final motivation to kill Ippolita, along with himself, is a paradoxical combination of repugnance and possessiveness. The ties that bind the man to the woman are too strong; Giorgio cannot live with Ippolita, nor can he leave her to someone else.
At the end of the novel, as the woman refuses to die, the Wagnerian act of "dying in beauty" is transformed into a brutal and savage struggle that concludes when Giorgio throws the woman, together with himself, over a precipice. 
Encountering Thanatos
The fin-de-siècle authors were mainly interested in dwelling on the prurient rather than on the metaphysical dimension of their subjects. The romantic dichotomy between love and death, Eros and Thanatos, which is already present in Trionfo, also lies at the core of the lyric poem "La visitazione" (1889, The Visit). Here
Death, who kisses the sleeping Love, is depicted in a traditional way, with wings and a scythe. 30 In a short autobiographical essay entitled "Dell'amore e della morte e del miracolo" (Concerning The torch that he carries / has gone out, but beneath his gaze / my fires burn more ardently. 35 These verses are significant in many ways. First of all, the description of a young boy carried by her mother, Night, is one of the few cases in which D'Annunzio anthropomorphizes death. The
Western personification of death as a man or woman has roots both in antiquity and the Bible.
Thanks to the studies of Gotthold E. Lessing (1729-1781), the figure of Thanatos became particularly popular at the end of the eighteenth century, and revealed a changed attitude towards life and death. According to Lessing's interpretation of the Greek god, the cruel Death was domesticated, now appearing as the figure of a gentle, friendly youth, "the last best friend."
Thanatos no longer appears as a pitiless killer, the fearsome skeleton that had long been the traditional symbol of Death; instead, he symbolically intimates the extinction of life. 36 D'Annunzio's Thanatos is thus also the opposite of the common image of death as a dangerous, irresistible seductress that was highly popular during the fin de siècle. 37 Instead, the Greek youth corresponds to D'Annunzio's idea of death as a pleasurable experience, which is a recurrent theme in his works. In two lyric poems, entitled "Ammonimento" (1888, Italian and Latin, means "desire, I will die"), about an adventurous woman he meets at a concert.
After various attempts, the woman finally commits suicide. 40 In the long autobiographical afterword to the Leda, entitled Licenza (Envoi, 1916), he describes the beauty of the death drive as follows: "In the Leda, the call to death was expressed with such a novel musicality that it enraptured me. I had given a stupendous woman's face to the 'overriding thought'" (i.e. the death drive). 41 In the Licenza D'Annunzio also reports the meaningless of life and how the death drive springs from contact with sublime nature during a lonely ride in the country: "The past is worth 284 nothing, nor does the present have any value. The present is nothing if it is not a leavening." 42 The experience creates the will to die: "I have some sort of desire to die. I listen to the melody of the world that says: 'It is time to die, tempus moriendi '…No desire to return home, to go on living." 
Red Roses
Another thing that is expressed in the verses of Maia cited above is the constant presence of death in life: "And, ever since I've had him [Thanatos] with me." From the Classical Age until Romanticism, life and death had been distinguished as two opposing concepts, death being the moment of dissolution that precedes the entrance into nothingness. With decadentismo, thanks to the philosophy of Schopenhauer, the discovery of the unconscious and the crisis of rationalism, death begins to be present in life. It is no longer a chronological moment that extinguishes the light of existence; rather it is an inner condition that accompanies life after birth. This is not to be taken in the traditional sense, according to which one starts to die when one is born; instead it reflects the awareness that a human being is the one who will die. As Schopenhauer writes: "In human beings, the terrifying certainty of death necessarily found its place with the faculty of reason." It was this certainty that differentiated a human being from a brute. 44 For these reasons, states Gioanola, the entire existential meditation of decadentismo culminates in the individuation of death as the basis of being (Gioanola 1993, 176-77 While his friends were dying at the front, an accident left D'Annunzio bedridden, with eyes bandaged, for several months at the beginning of 1916. The consequent frustration provoked these bitter lines: "Now death, which was supposed to take the two, took only one, contrary to the pact, contrary to the offering, contrary to justice, contrary to glory." 51 Instead of achieving glorious martyrdom in battle, D'Annunzio died of a stroke long after the war, in solitude in his villa on Lake Garda. In the Trionfo, both Giorgio and Demetrio are described as religious; nevertheless, they do not believe in the Christian God. They are interested in Catholic rituals, but not in the religion itself. 54 This situation profoundly torments Giorgio, and one of his most fervent desires is to be able to believe in God, to find the true faith: "And this was not a vague or passing desire; it was a profound and fervent aspiration of his entire soul, and it was also an extraordinary anguish, which distressed all the elements of his substance …" (Trionfo, trans. Hornblow, 237-38 56 In his later literary works, the Catholic religion was interpreted as fanaticism and superstition. 57 In the Trionfo, the critique of the peasants' religiousness culminates in the scene of the pilgrimage to Casalbordino. Participating in the pilgrimage is Giorgio's last attempt to find faith, but here the devotion of the peasants is revealed to be nothing more than an insane display of superstitious fanaticism. It becomes clear that there is no similarity between the peasants and the urban intellectual, and that the Catholic religion can offer no solution to the latter's quest for faith. 58 For the fin-de-siècle generation, the death of God, the absence of the Absolute, and the denial of the hope of resurrection also changed the idea of life. Schopenhauer had characterized life as a short and meaningless episode, an incomprehensible expression of the spirit of Nature in a ceaseless stream of time (Schopenhauer 2008 , 2:529-30). Successively, Nietzsche declared life and the world to be only an aesthetic spectacle that required no further justification. Humanity had no goal, nor was there any cosmic support for moral aspiration. What he added to Schopenhauer was the quest for a god, and as God was dead, human beings were impelled to create their own god. 59 In much the same vein, for D'Annunzio, life had no aim, and the only god was man himself:
Life knows only one destiny, it fulfills only one function: its sole intent is to perpetuate itself and multiply itself. There is no purpose, no goal, no objective in the Universe; and there is no god. "My son, there is no other god but you." 60 288
The Seduction of Pan
Although scientific discoveries and philosophical notions had shattered the picture of the universe as governed by Providence, and had transformed Nature into a mere biological process or a neutral, animalistic and blind mechanism, the quest for transcendence during the fin de siècle did not disappear. Since traditional Christianity was not able to offer a solution, many people turned to other creeds: to esoteric philosophies, to occultism, to mysticism, and to Asian religions-among others. 61 Likewise D'Annunzio, regardless of his anti-teleological vision of the universe and life, was nevertheless deeply religious from the very beginning of his literary career until the end. His religion consisted of devotion to Saint Francis, and a fascination for Eastern mysticism, with which he first became acquainted through Schopenhauer. 62 Yet the most coherent idea of his is a sort of panic sense of life. According to Ettore Paratore, panismo or nature worship is "the original and constant thread in D'Annunzio's poetry." 63 At the beginning of the nineteenth century, in order to rediscover the lost God "killed" by the rationalism, the romantics had turned to Nature. The consequence was the rebirth of pantheism that accompanied the philosophical debate marking the switch from enlightened rationalism to romantic idealism. Pantheism seemed to be able to offer a solution for those who were in search of a new religion to replace the apparently defunct Christian faith. 64 In Italy, the romantic poet Giacomo Leopardi displayed a panic perception of Nature. Successively, says Pietro Gibellini, Giovanni Marradi transmitted a panismo, a pantheism infused with Christianity, to the generation of Giovanni Pascoli and D'Annunzio.
committed an identical error in that they both offered a fragmented conception of the world. 66 The appeal of pantheism consisted precisely in providing a unified picture of reality, a picture that can be traced back to the seventeenth century. For Spinoza, God and Nature were two names given to the one and only reality that is the basis of the universe and of which all minor entities are only variations, "Deus sive Natura." The most attractive aspects of his philosophy were the unity of all that exists, the regularity of all that happens, and the identification of spirit with nature. 67 D'Annunzio's panismo consists of the exaltation of "immense, holy, sacred Nature" 68 as a transcendent space of beauty, and the idea of the cosmos as a single holy unity. 69 The quest to participate in this unity is constantly present in D'Annunzio's life and works. Furthermore, the courage to become "the whole man," the basic concern of Giorgio in the Trionfo, ultimately means to experience this unity of man with the cosmos, as finally "the spirit dissolved in the grand rhythm." 70 For this reason, the image in Notturno of the coffin of D'Annunzio's dead friend in the Venetian lagoon conveys nothing more than a sense of harmony with nature:
The evening is made of opal, of gold, of amber. / The horizon is bejeweled like a long array of thrones. / Subsequently, this extravagance becomes dim and cold. The sky and the lagoon are two frozen beauties . / Is there a sweetness that wounds? It is this. / The man in the coffin is one with the horizon, the ring of the Universe. 71 For D'Annunzio, "death is not destruction, but rather transfiguration." 72 It was a metamorphosis of a person from a carnal being into mere spirit, the liberation of the latter from the prison of the 290 body. The beauty of death, and its fascination, lies precisely here, as he writes in the Licenza, when he describes a flight over the Venetian lagoon during the war:
At that moment, more than any extreme point in my misery, I came to realize that the soul is a perpetual thing, not bound to bodies as a prisoner, but drawn out of bodies, the way a vase draws water and holds it, and then pours it out. Now the soul welled up and flowed like a flood, augmented enormously by the slaughter that emptied numberless bodies every day. Restored to freedom by heroism, the soul floated above the charnel house, transforming the appearance of the land and the meaning of the common breath of our humanity. 73 
Becoming Posthumous
Death, comprehended as the fulfillment of unity and liberation of the spirit, does not mean separation from the survivors. On the contrary, in Trionfo della morte, after Giorgio's beloved uncle and spiritual mentor Demetrio dies, he is not only closer than ever to Giorgio, but also continues to exist solely for him. 74 Similarly, in Contemplazione della morte, the afterlife of Adolphe Bermond is depicted as a mystical experience which allows the man to continue to exist in the memory of the living, after first having conjoined his physical existence to theirs:
The dead man entered into the living; and, before transforming himself into memory, he lived again within them, with his white hair, his wrinkles, his hunched shoulders, his pallid eyes, his quavering voice, his ulcerated innards. One after another they entered the gorge of shadow; they knelt down, they crowded around the bed, they became a compact thing that the dead man weighed down upon, as if on a bier of flesh and bone. 75 Personal survival after death was indeed a significant preoccupation for D'Annunzio, and it culminated in the quest for immortality that death would ultimately fulfil. The connection D'Annunzio made between death and immortality is present in the play Fedra (Phaedra, 1908), 76 and it is unambiguously expressed in Notturno, where he writes: "Such a thirst for life is similar to the need to die and become eternal (121). Later he repeats: "Never was sleep so alien to me; never amid so much death did I have so much longing for immortality" (214).
Personal survival in works of art or in fame became a veritable cult, especially in the Renaissance. Mortality validates immortality, for as life is extinguished, it enters into memory, which preserves it and thus gives it permanence. The idea that death bears witness to life is universal; once life is over, it becomes part of history. 77 D'Annunzio's death drive is thus also justified by the proposition that through death he would gain immortality by surviving in the memory of his public, both thanks to his works and to his life. For this purpose, during his entire life D'Annunzio put an enormous emphasis on creating a personal cult, a "cult of the self," a notion made fashionable by the French novelist Maurice Barrès. 78 He marketed his works efficiently, he made his last home at Lake Garda a national monument, and he wrote many autobiographical works that sublimated the past with fantastic imagination and personal mythology. 79 D'Annunzio's spectacular life was characterized by endless love stories, financial crises, and political and military activism. If we consider it in terms of death, there is still one point to 292 be taken into consideration. Nietzsche's eternal recurrence, which, together with the ideas of Schopenhauer, finds an echo in D'Annunzio's works, has also been interpreted from the aesthetic point of view. In this regard, the doctrine indicates how to construct one's life (and one's interpretation of it) as an artistic whole, with sufficient aesthetic merit to make its recurrence desirable. 80 The same problematic is already present in D'Annunzio's first novel, Il
Piacere (The Child of Pleasure, 1889), in which the father of the protagonist Andrea Sperelli advises his son: "It is necessary to fashion oneself, as one fashions a work of art. It is necessary that the life of a man of intellect be of his own making. All true superiority lies in this." 81 If the aim was to create a life that would be worthy of being repeated after death, in this regard, for D'Annunzio, "the inimitable life" was thus another guarantee of becoming immortal. It was the very question of life and death.
